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A Theory Of Music

Perfonnance Anxiety
By Albert LeBlanc
Michigan

State University

have good reason to be interested in
music performance anxiety: I have suffered from itto a greater

I

The Theoretical Model

Figure 1, "Sources of
Variation in Music Perforor lesser extent for most of ~-I-h-a-v-e-e-v-o-I-v-e-d-a-'
mance Anxiety," charts a
my life. My first research
theoretical model in which I
effort on this topic, a graduformal theory that
attempt to portray all the
ate student bibliography, was
variables that might influcompleted in 1972. I am
attempts to exence the level of perforgratified to see the accumuplain the variables
mance anxiety experienced
lation of original research in
that influence an
by a person who prepares
this area that has taken place
and presents a solo perforsince that time.
individual's level
mance that he or she conI have evolved a formal
siders important. The variof perforrnaricc
theory that attempts to exables are arranged in a hierplain the variables that influanxiety .... I seek
archy, indicated by numerence an individual's level of
to define
als on the left side of the
performance anxiety while
chart. The passage of time
preparing and presenting a
important
is represented by the levels
musical performance that he
variables and
in the hierarchy. The proor she considers important. 1
cess begins at Level 11,
It is based on my own expesuggest possible
which contains the perriences as a performer and
interactions so as
former characteristics that
music teacher, on published
must be considered when
research that I have read, on
to facilitate future
the commitment to perform
survey research that I and
experimental
is first made. Level 3 foothers have conducted, and
cuses on the act of perforon conversations with perresearch in this
mance; and Level 1 includes
formers, teachers, and rethe subsequent feedback
area.
searchers. Within the theory,
which becomes available
I seek to define important
after the actual perforvariables and suggest posmance. It is important to
sible interactions so as to facilitate future exnote that this theoretical model represents
perimental research in this area. I also hope
the preparation and presentation of one mathat it will be useful to teachers as they work
jor solo performance. Some variables in the
with students to prepare music performances.
theory have been the topic of published research, and this work will be cited as the
Alhert LeBlanc is Professor and Associate Divariables are introduced.
rector of Graduate Studies at the School of
The theoretical model represents the proMusic, Michigan State University. His research
cess of preparing and presenting a music
interests include music listening preference
performance, from beginning to end, in the
and music performance anxiety.
following way. The variables in Level 11 all
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The amount and quality of performing experience are important
variables in relation to performance anxiety. In general, it ~ill help
to have more performing experience

and it 'will help for that

experience to be of a high quality.
concern the performer's personal characteristics and learning history. To increase their
chances of success, both performers and music
teachers should consider these variables carefully before making a commitment to perform.
The variables included at this level have been
studied by Appel (1976), Cox (1993), Craske
and Craig (1984), Craske and Rachman (1987),
Dews and Williams (1989), Freundlich (968),
Hamann and Sobaje (1983), Hutterer (1980),
Kivimaki (990), McCune (1982), Rothlisberger
(1993), Steptoe and Fidler (1987), Sweeney
and Horan (1982), Tartalone (1992), and
Tobacyk and Downs (1986).
The age variable represents the performer'S
age. People do not seem to be equally vulnerable to performance anxiety at all points
along the age continuum. I believe that the
problem becomes greater as the performer
enters adolescence, and for many people
performance anxiety continues to be a problem for the rest of their lives. Music educators may be able to provide their younger
students with favorable performance experiences that might forestall the development of
performance anxiety as they grow older.
The musical ability variable is simple in
operation. People with a greater amount of
musical ability will find it easier to prepare
and present a performance if all other variables in the theory are kept equal. Those with
more musical training will also have an advantage in performance; but, again, this will only
be true if all other things are kept equal.
The personality variable acts primarily as a
source of optimistic or pessimistic attitudes
toward performance. A pessimistic personality can be strong enough to offset the advantages conferred by a superior level of musical
ability and musical training. The personality
variable will also strongly influence the selfperception variables that appear in Level 5.
The amount and quality of performing experience are important variables in relation
62
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to performance anxiety. In general, it will
help to have more performing experience
and it will help for that experience to be of a
high quality. The performing experience will
be higher in quality if it has been acquired in
relevant situations, and if it has been personally satisfying to the performer.
The memory variable refers to the performer's ability to memorize music. Some performance events require the memorization of
music, while others do not. People who
have difficulty memorizing music should try
to avoid performance situations that require
memorization. The memory variable should
be considered when people select a performance area (for example voice, trumpet, or
piano) because some areas require much
more memorization than others.
The circadian rhythm variable refers to the
time of day when the performer feels physically and psychologically optimized. Jazz musicians, for example, would have trouble if
they were unable to play at their best in the
late evening hours. Many performance events
will not give the performer a choice of times,
but when a choice is available it will help to
select the individual's optimum time of day.
The variables in Levels 7, 8, 9, and 10 all
represent factors that should be considered
and optimized in making the preparations for
performance. Level 10 focuses on selection
of the music to be performed. The first variable is the difficulty of the music to be performed. Music that is too difficult will tend
to raise performance anxiety.
A closely related variable is the appropriateness of the music performed, especially in
terms of how the music is viewed by performance judges or by an audience. If judges
or an audience consider the music inappropriate, their behavior is likely to signal their
displeasure, with negative consequences for
the performer. The actions of the audience
and authority figures (judges, for example)
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People ~ho are relevant to the performer ... form a crucial set of
variables in the performing environment. . ..the model srio'ws the
central element
presence

of the performing

environment

and behavior of the audience,

as being the

authorities, educators,

family, media, and peer group.
are specifically represented in Level 6 as part
of the performing environment.
The three variables in Level 9 refer to the
adequacy of preparation for the performance.
Adequacy of musical preparation refers to
the process of study and rehearsal needed to
bring a piece of music to a point at which
one can give it a polished performance.
There must be enough preparation, but it can
be harmful to prepare too much.s Overpreparation has often been blamed for mechanical performances.
Abrams and
Manstead (1981) have studied this variable.
Adequacy of instrument means that the instrument is well tuned, adjusted, and generally capable of helping the player deliver a
good performance. In some competitive
situations, it may not be enough merely to
have a capable instrument. If other performers have instruments of notably better quality, they will have an advantage.
Adequacy of physical conditioning refers to
the overall physical conditioning of the performer. This includes the state of the physical sub-systems that are most important to
the performer's medium of performance.
The Level 8 variables refer to the performer's
emotional and physical health. It would be
unwise to schedule a solo performance during
a period of poor emotional or physical health.
Those who do are more likely to have problems with performance anxiety.
The sole variable in Level 7 is current affective state. This refers to the current mood
of the performer. Because of the time
needed to prepare for an important solo performance, it will not be possible at the beginning of the process to predict the performer's
mood at the time of actual performance.
However, the performer'S current mood can
strongly influence the level of anxiety associated with performance.
It is important for
the performer to do whatever is necessary to
Volume V, Number 4
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bring about a favorable mood at the time of
the performance. A study by Stanton (1993)
is relevant to this variable.
The Level 6 variables all relate to the performing environment. These variables will
have an effect at the time of performance,
and this is unavoidable. It is possible, however, for the teacher and performer to anticipate their effect and prepare countermeasures if necessary.
Measurement devices and procedures can
range from the innocuous presence of microphones at a performance to intrusive physiological instrumentation that must be worn
by volunteers who take part in certain kinds
of research. The presence of measurement
devices and the application of measurement
procedures will tend to increase the anxiety
of a person who is already prone to performance anxiety. Two things can be done to
deal with this problem: the performer may
practice with simulated or real measurement
devices present, and a performer who is vulnerable to performance anxiety can avoid
performance situations that call for intrusive
measurement equipment.
Physical comfort in the performing environment is the topic of a great many stories
that have been passed down by musicians
over the years. It seems that a countless
number of stages have been too hot, too
cold, too dark, or too brightly lighted. These
problems can be combatted with the same
strategy of advance preparation. The performer can try to determine what to expect
before the time of the performance and then
practice under similar conditions. A judicious choice of clothing will often help the
performer to deal with this kind of problem.
People who are relevant to the performer
for various reasons form a crucial set of variables in the performing environment.
They
can have an effect by simply being there,

63
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All performance

events "W"ill
feature distractions,

though it is difficult

to predict exactly what they will be. The best preparation will be to
practice the performance

in the presence

of nurnerous

unanticipated

distractions.

and their specific behavior can intensify and
alter the effect of their presence. This is why
the model shows the central element of the
performing environment as being the presence
and behavior of the audience, authorities, educators, family, media, and peer group.
These central elements are defined as follows. The presence and size of an audience
can have an effect on the performer. In general, a larger audience, or one slow to show
approval of the performer, will lead to more
anxiety. I consider authorities to be the
people in charge of administering music festivals or contests, as well as the judges in
these contests and in graded recitals. Educators are the performer's own music teacher
as well as other music teachers or classroom
teachers known to the performer. Even music teachers who are not personally known
to the performer can have some bearing on
anxiety level, if the performer knows that
they are music teachers. Performers usually
expect authorities and educators to be more
critical of their efforts than an ordinary audience would be.
Family refers to the performer's family;
presence and behavior of the family can
have a strong effect upon performance anxiety. Parents are probably the most important
element of the family, and the effect of their
presence depends on the pattern of interaction they have established with their child.
Some parents are extremely difficult to please
and continue to establish goals for their child
which the child sees as virtually impossible
to reach. This kind of parent will tend to
heighten the child's anxiety if he or she is
present at a performance. Other parents are
consistently accepting of the results their
child brings home. This kind of parent may
actually reduce the child's level of performance anxiety if he or she is present.
The media can be as unobtrusive as radio,
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which will only need a microphone to capture the performance. Television, on the
other hand, usually requires bright lights to
accomplish the same thing. Media representatives may single out certain performers for
close up shots or interviews. This will make
some performers very happy, but may contribute to performance anxiety in others.
Those vulnerable to performance anxiety
should practice under conditions that simulate media attention, and they should be prepared to decline to be interviewed if this
might increase their anxiety level.
The peer group is vitally important to most
school age performers. It is probably fair to
say that young people consider their own
peer group to be the source of many value
judgments that matter to them. It is to this
group that young performers will look for
approval of their efforts. By the same token,
the peer group will be the source of considerable performance anxiety for those who
are susceptible to this problem. Teachers
and performers can help this situation by encouraging the most supportive members of
the peer group to attend performances, and
also by encouraging open display of approval for the performer.
Some performance events have a mernorization requirement, and this will be a source
of anxiety to some.3 Practice in memorization of music will help a performer to meet
this requirement. All performance events
will feature distractions, though it is difficult
to predict exactly what they will be. The
best preparation will be to practice the performance in the presence of numerous unanticipated distractions.
As I mentioned in the discussion of the
Level 11 variables, different people will be
optimized for performance at different times
of day. Time of day appears in Level 6 as
one of the performing environment variables.

The Quarterly Journal of Music Teaching and Learning
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Individuals should try to schedule their performances at their most favorable time of
day. The variables in Level 6 have been
studied by Abel and Larkin (990), Abrams
and Manstead (1981), Brotons (1994), Cox
(1993), Craske and Craig (984), Hamann
(982), Kivimaki (1990), Leglar (978), Neftel,
Adler, Kapeli, Rossi, Dolder, Kaser, Brugesser, and Vorkauf (982), Stanton (1993),
and Tartalone (992).
LevelS introduces the performer's self-perceptions of the magnitude of the performance task, the adequacy of his or her
preparation, the amount of audience support,
and his or her probable capability of delivering an excellent performance. These perceptions do not necessarily have to be grounded
in reality. If the performer thinks there is a
problem, the amount of anxiety generated by
this perception will be roughly comparable
to the amount of anxiety generated by a
problem that actually exists.
Perceived difficulty and appropriateness of
the music means the same thing in Level 5
that it did in Level 10, except that these variables are defined entirely by the performer's
perceptions in LevelS. If the performer
thinks the music is too difficult or inappropriate, then it may as well be too difficult or inappropriate. The same is true for the perceived adequacy of preparation.
The perception of own appearance variable refers to the performer's feelings about
his or her physical appearance and/or the
clothing worn for a performance. The
performer's gender and age may very much
influence his or her sensitivity to this variable. Younger students tend to enjoy wearing a uniform, while older ones may feel
awkward in it. Some performers may feel
uncomfortable in formal wear.
The perceived amount of individual exposure is generally more important in group or
chamber music performance settings than in
solo work, because any kind of solo playing
will feature a relatively large amount of individual exposure. The perceived importance of
the performance is relevant because the events
considered most important are more likely to
be accompanied with a higher level of anxiety.

The importance of the presence ane! behavior of the audience was discussed with
Volume V, Number 4
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the Level 6 variables. The perception of audience SUppOI1variable appearing in LevelS
is based entirely on the feelings of the performer. It will be an important element of
the performer's overall self-perceptions.
In general, the Level 5 variables should all
be interpreted in the same way. All are determined by the perceptions of the performer. A good teacher can provide a great
deal of help here by pointing out fears that
are groundless or exaggerated. The variables
in LevelS have been investigated by Appel
(976), Craske and Craig (984), Iwanaga et a1.
(1986), Kendrick et a1. (982), Leglar (978),
Lund (972), McCune (1982), McKinney
(1984), Nagel, Himle, and Papsdorf (1989),
Plott (1987), Rider (987), Stanton (1993),
Steptoe and Fidler (1987), Sweeney and Horan
(1982), Tobacyk and Downs (1986), Wardle
(1970), and Whitaker (1984).
Level 4 contains variables representing the
level of arousal which characterizes the performer as he or she prepares to begin the
actual performance. Psychological arousal
refers to cognitive processes while physiological arousal refers to biological processes. The Level 4 variables have been examined by Brantigan and Brantigan (1984),
Craske and Rachman (987), Cutietta (986),
Garrison (1978), Grishman (1989), Kjelland
(985), Lockwood (1989), Lund (1972), Neftel
et a1. (1982), Plott (1987), Steptoe and Fidler
(1987), Sweeney and Horan (982), Riffe
(1988), Troutman (1987), and Whitaker (984).
Level 3 represents the beginning of the actual performance. The performer's attention
should be focused on the musical task at
hand, and the performer's success in focusing this attention will greatly help to control
performance anxiety. The more focused the
performer's attention, the less of a problem
he or she will have from performance anxiety. The focus of attention variable has been
studied by Craske and Rachman (1987),
Kendrick (1979), and Kendrick, Craig,
Lawson, and Davidson (1982).
Level 2 represents the most immediate
feedback of performance quality, that which
is available during the performance. This
will come through the performer's ears, and
it will come as a perception like the perceptions of LevelS, except that it arrives during
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\"X7herernigbt this theory lead in the future? Performers

and rnuslc

teachers could begin to use it imrnecliately as a guide .... The theory
vvould appear to be imrnecliately useful in the planning

of perfor-

rnarice anxiety research.
the actual performance. An overly pessimistic performer will probably think he or she
sounds worse than is actually the case. The
performer will either be encouraged or discouraged by immediate feedback of performance quality.
Levell, the top level of the theoretical
model, represents subsequent feedback of
performance quality. This is delayed feedback which reaches the performer after the
event is over. Published reviews by music
critics would be one form of this feedback,
but photographs, tape recordings, and comments from people who were present at the
performance constitute another form of subsequent feedback of performance quality.
This variable is important in performance
anxiety because it sets the stage for the
performer's next music event. If the feedback obtained is favorable, it will give the
performer more confidence, and correspondingly less anxiety, in undertaking the next
public performance.

Summary and Implications
What does this theory contribute to those
who are concerned about performance anxiety? I think it offers a completeness of view,
an organization of variables, and an immediate accessibility for use by music teachers
and performers. When I say "completeness
of view," I mean that this theory, in my opinion, incorporates all the major variables that
influence the development and treatment of
music performance anxiety. The theory addresses the treatment of performance anxiety
in the following ways. Three prominent avenues of treating performance anxiety would
be educational, psychological, and pharmacological intervention. Educational intervention
typically strives to prepare the performer so
that he or she will be less inclined to wony
about the coming performance. This would
be represented in a number of variables in the

theory, especially those in levels 9 and 10.
Psychological intervention typically strives
to prevent or minimize negative cognitions
and to help the performer focus on the task
at hand instead of on needless worries. This
would also be represented in a number of
variables in the theory, but especially in
those of Level 5 and level 3.
Pharmacological intervention typically uses
medication to lower or prevent attainment of
an excessively high level of physiological
arousal, though mood-influencing drugs have
also been developed. Pharmacological intervention would be especially represented in
the Level 4 and Level 7 variables.
When I say the theory contributes an organization of variables, I mean that it groups
comparable or related variables, and it presents them organized in a logical hierarchy
which runs according to the time line of a
normal preparation for an important performance. With its completeness and organization, this theoretical model allows researchers, teachers, and performers to hypothesize
possible interactions among the variables.
Thus the theory should be immediately accessible for use by music teachers and performers
because it is presented at an application level
rather than at a high level of abstraction.
Where might this theory lead in the future'
Performers and music teachers could begin
to use it immediately as a guide to possible
considerations in preparing for a performance. The theory would appear to be immediately useful in the planning of performance anxiety research. Finally, I would
hope that this theory will stimulate further
thought and analysis in the study of music
performance anxiety.

Notes
1. The development of this theory was supported by Yamaha Corporation of America as part
of the National Music Education Research project.
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2. It is difficult to define "too much preparation," because it will vary with each individual.
"Too much" will be the point at which the performance becomes automatic in a cognitive sense
and musical expression becomes minimized.
3. The "memory" variable in Level 11 refers to
the performer's level of ability in memorizing music. It probably would not change unless the performer made a concerted effort to develop his or
her musical memory over a period of time. On
the other hand, the "memorization requirement" in
Level 6 is the requirement that people perform
from memory in certain musical events. A performer with a weak musical memory could choose
to avoid many events that require memorization

References
Abel, J. 1., & Larkin, K. T. (990). Anticipation of
performance among musicians: Physiological
arousal, confidence, and state anxiety. Psychology of Music, 18, 171-182.
Abrams, D., & Manstead, A. S. (1981). A test of
theories of social facilitation using a musical
task. British Journal of Social Psychology, 20,
271-278
Appel, S. S. (976). Modifying solo performance
anxiety in adult pianists. Journal of Music
Therapy, 13, 2-16.
Brantigan, T. A., & Brantigan, C. O. (984). Beta
blockade and stage fright, looking back.
Journal of the International
Trumpet Guild,
8, 20-22.
Brotons, M. (994). Effects of performing conditions on music performance anxiety and performance quality. Journal of Music Therapy,
31, 63-8l.
Cox, W. J. (1993). Performance anxiety, social
phobia, and setting effects in instrumental
music students. Journal of Anxiety Disorders,
7,49-60.
Craske, M. G., & Craig, K. D. (984). Musical performance anxiety: The three-systems model
and self-efficacy theory. Behavior Research
and Therapy, 22, 267-280.
Craske, M. G., & Rachman, S. J. (987). Return of
fear: Perceived skill and heart-rate
responsivity. British Journal of Clinical Psychology, 26, 187-199
Cutietta, R. (1986). Biofeedback training in music:
From experimental to clinical application.
Bulletin of the Council for Research in Music
Education, 87, 35-42.
Dews, C. 1. B., & Williams, M. S. (1989). Student
musicians' personality styles, stresses, and coping patterns. Psychology of Music, 17, 37-47.
Freundlich, D. (968). Narcissism and exhibitionism in the performance of classical music.
Psychiatric Quarterly Supplement, 42, 1-12.
Garrison, T. E. (1978). The effect of electromyographic biofeedback training on singers with
tension problems in the laryngeal musculature.

Volume

V; Number 4

Published by OpenCommons@UConn, 2021

Dissertation Abstracts International, 39, 2808A.
Grishman, A. (989). Musicians' performance anxiety: The effectiveness of modified progressive
muscle relaxation in reducing physiological,
cognitive, and behavioral symptoms of anxiety. Dissertation Abstracts International, 50,
2622B.
Hamann, D. 1. (982). An assessment of anxiety in
instrumental and vocal performances. Journal
of Research in Music Education, 30, 77-90.
Hamann, D. 1., & Sobaje, M. (1983). Anxiety and
the college musician: A study of performance
conditions and subject variables. Psychology
of Music, 11, 37-50.
Hutterer, J. (980). A structural analysis of the performance anxiety syndrome as experienced
among solo musicians. Dissertation Abstracts
International,
41, 354-B.
Iwanaga, M., Uno, H., & Yoshida, 1. (986). [The
relationship between time sequential pattern
of anxiety responses and performance level
on test situation.] Japanese Journal of Behavior Therapy, 11, 39-46.
Kendrick, M. J. (1979). Reduction of musical performance anxiety by attentional training and
behavior rehearsal: An exploration of cognitive mediational processes. Dissertation Abstracts International,
40, 1898B.
Kendrick, M. J., Craig, K. D., Lawson, D. M., &
Davidson, P. o. (1982). Cognitive and behavioral therapy for musical-performance anxiety.
Journal of Consulting and Clinical Psychology,
50, 353-362.
Kivimaki, M. (990). [Anxiety, coping, and
adaptivity in a test situation.] Psyhologia, 25,
300-304
Kjelland, J. M. (1985). The effects of electromyographic biofeedback training on violoncello
performance: Tone quality and muscle tension. Dissertation Abstracts International,
47,
459A.
Leglar, M. A. (1978). Measurement of indicators of
anxiety levels under varying conditions of
musical performance.
Dissertation Abstracts
International,
39, 5201A-5202A.
Lockwood, A. H. (1989). Medical problems of musicians. New Englandjournal
of Medicine,
320, 221-227.
Lund, D. R. (972). A comparative study of three
therapeutic techniques in the modification of
anxiety behavior in instrumental music performance. Dissertation Abstracts International, 33, 1189A.
McCune, B. A. (982). Functional performance
anxiety modification in adult pianists. Dissertation Abstracts International,
43, 3254A.
McKinney, H. V. (1984). The effects of thermal
biofeedback training on musical performance
and performance anxiety. Dissertation Abstracts International,
45, 1328A.
Nagel, J. J, Himle, D. P., & Papsdorf, J. D. (1989).
Cognitive-behavioral treatment of musical

67

9

Visions of Research in Music Education, Vol. 16 [2021], Art. 34
performance anxiety. Psychology of Music,
17, 12-21.
eftel, K. A., Adler, R. H., Kappeli, L., Rossi, M.,
Dolder, M" Kaser, H, E" Brugesser, H, H" &
Vorkauf, H. (1982). Stage fright in musicians: A
model illustrating the effect of beta blockers.
Psychosomatic Medicine, 44,461-469.
Plott, T. M. (1987). An investigation of the hypnotic treatment of music performance anxiety.
Dissertation Abstracts International,
47,
4310B-431IB.
Rider, M. S. (1987). Music therapy: Therapy for
debilitated musicians. Music Therapy Perspectives, 4, 40-43.
Riffe, ]. B. (1988). The effects of diaphragmatic
breathing on stage fright and musical performance in college students. Dissertation Abstracts International,
48, 3119B.
Rothlisberger, D. ]. (1993). Effects of video modeling preparation on student instrumental audition performance achievement and performance anxiety. Dissertation Abstracts International, 53, 2287 A-2288A.
Stanton, H. E. (1993). Alleviation of performance
anxiety through hypnotherapy.
Psychology of
Music, 21, 78-82.
Steptoe, A., & Fidler, H. (1987). Stage fright in orchestral musicians: A study of cognitive and

behavioral strategies in performance anxiety.
British Journal of Psychology, 78, 241-249.
Sweeney, G. M., & Horan,]. ]. (1982). Separate
and combined effects of cue-controlled
relaxation and cognitive restructuring in the treatment of musical performance anxiety. Journal of Counseling Psychology, 29, 486-497.
Tartalone, P. M. (1992). Patterns of performance
anxiety among university musicians preparing
for brass area jury recitals: Physiological
arousal and perceived state anxiety. Dissertation Abstracts International,
54, 24A.
Tobacyk, ]. ]., & Downs, A. (1986). Personal construct threat and irrational beliefs as cognitive
predictors of increases in musical performance anxiety. Journal of Personality and
Social Psychology, 51, 779-782.
Troutman, H. T. (987). The role of chemically
induced bronchoconstriction
on stage fright
and musical performance.
Dissertation Abstracts International,
47, 3944B.
Wardle, A. (970). Behavioral modification by reciprocal inhibition of instrumental music performance anxiety. Dissertation Abstracts International, 31, 793A.
Whitaker, C. S. (1984). The modification of psychophysiological
responses to stress in piano
performance.
Dissertation Abstracts International, 46, 1438A-1439A. ~

BULGARIAN MAGAZINES
(both in Bulgarian Languages)
"Bulgarian Musicology" is a scientific magazine, published by the Bulgarian
Academy of Sciences, Institute of Problems of Arts, Articles about history, religious
music, folklore, contemporary music, 100 pages, 4 issues per year. Subscription price
for USA & Europe is $54.00 U.S, dollars, including postage,
"Music, Yesterday, Today" is a very popular music magazine for every family
and music fans, writing about classical music, light music, folklore, pedagogical problems, etc. Very easy reading, understandable and diverting; but impulsive for musicians with all new points of view, with current information from Bulgaria, It puts you
in touch with this country. 64 pages. 6 issues per year. Subscription price for USA &
Europe is $54.00 U.S. dollars including postage.
For both, send cheques by mail to the address: P,O, Box 36, 1606 SOFIA, Bulgaria, with a message to the second address: Mavrovets 7,1415 SOFIA-Dragalevtsi,
Bulgaria, Unless otherwise requested, the subscription will begin when check has been
received,

68

https://opencommons.uconn.edu/vrme/vol16/iss5/34

The Quarterly Journal

of Music Teaching and Learning

10

